he Metropolitan Museum of Art possesses one of the few truly comprehensive collections of Islamic pottery, but, as in any collection that aims at full representation of a particular art form, there are inevitable gaps. It has fortunately been possible, in the last two years or so, to fill at least some of these gaps, and also to add a number of exceptional pieces in areas already represented. These recent acquisitions cover so wide a range that a survey of them constitutes a brief history of the most important schools of Islamic pottery, from its origins through the main span of its development.
is more in the usual taste of Islamic art, its balanced design consisting of two words in the center, one set exactly beneath the other, plus a series of quickly painted half circles running around the edge. This is one of the finest pieces of its kind, both because of its perfect condition and the superior quality of its design.
Most important of all the innovations of the Iraqi potters was the invention of an entirely new technique that revolutionized pottery decoration in the Near East: luster painting. Even though its origins are not entirely clear, and although Egypt is sometimes credited with having produced the earliest examples, in painting on glass, there is no doubt that luster was first employed on a large scale for ceramic decoration in Baghdad and Samarra.
The pigment for luster painting is made by compounding sulfur in various forms with silver or copper oxide. This compound is mixed with red or yellow ocher, with a mild acid such as vinegar or wine lees used as a medium, and is applied to a ceramic surface that has already been glazed and fired. In a second, light firing, with little air and much smoke, the pigment is fixed to the glaze. The ocher then rubs off, and the oxides adhere, producing upon the surface of the glaze a brilliant metallic stain, ranging in color from greenish yellow to reddish brown. Both the hue and the degree of brilliance vary according to the ingredients of the pigment and the thickness of application. Different oxide combinations produce different tones, and the thinner and more transparent the luster film, the greater the range of color effects and reflections that can be achieved. This rich and subtle technique was for many centuries one of the most important features of Islamic pottery decoration.
The makers of the earliest luster pieces used more complex patterns than those on the cobalt-painted wares, and they explored fully the potential for multicolor effects that the new technique offered. A little later, probably toward the end of the tenth century, the potters abandoned the more difficult, if more expressive, polychrome effects for a simpler, overall tone of greenish yellow or golden brown, but at the same time, in compensation, introducing a great variety of figural patterns. All early luster pieces are rare, espe-3, 4. Luster-painted bowl, Iraqi, x century. Diameter 12 inches. Fletcher Fund, 64.134 cially those that are well preserved, for luster fades easily when the glaze comes into contact with soil acids and begins to corrode. We are therefore very fortunate to have a tenth century bowl (Figure 3 ) that is not only unusual in size and quality of design, but is also in perfect condition. The symmetrical pattern consists of two large peacocks facing each other, very much in the fashion of a heraldic emblem. The outside is painted with a simple pattern of circles and lines (Figure 4 ) typical of all Iraqi luster ware.
The technique of luster painting seems to have been a jealously guarded secret that for many years was the exclusive possession of the potters of Iraq. In the eastern Persian province of Khurasan, for example, where, in the ninth and tenth centuries, the city of Nishapur became an important cultural center and produced a wide variety of interesting pottery types, luster painting seems to have been unknown. Pottery imported from Iraq, however, seems to have incited the admiration and envy of Nishapur potters to such a degree that serious attempts were made to imitate it. The results are technically of a quite different nature, and fall far behind the originals in effect, but their bold, decorative designs have a distinctive quality of their own that makes them most attractive. A large bowl ( Figure 5 ) -the largest of its kind yet found -is a perfectly preserved and especially beautiful example of the type. The highly stylized floral and animal motifs, combined in an overall geometrical pattern, are executed with a reddish brown pigment upon a yellow slip. The whole is covered with a shining, translucent glaze, with the evident intent of reproducing both the color and brilliance of true luster. The result is highly effective and original, even though dependent upon Iraqi models -a dependence that can be most clearly seen on the outside of the bowl (Figure 6 ), where the typical Iraqi design of large circles filled with parallel lines painted in quick brushstrokes is used (compare Figure 4) .
As this bowl from Nishapur demonstrates, the Khurasan potters had found a secret of their own; namely, how to paint beneath a fluid lead glaze without the danger of having Figure i6 ) in Tehran; there it constitutes the sole element of decoration, repeated eight times, so that the bowl has a multilobed shape. There can be little doubt that both pieces belong to the same school, the location of which we do not know, but it may well have been Rayy.
Muslim potters of the twelfth and thirteenth centuries were not content, however, with molding the surfaces of vessels into animal shapes, but occasionally tried to make something closer to the real thing. The result of these efforts is an exceedingly scarce group of human and animal figurines in clay, most of them small in scale, and generally decorated in monochrome glaze. Many still at least pretend to be objects of utility -aquamaniles or vases; that is, they are usually hollow and have an opening at the top into which water can be poured. A few of these pieces, however, are solid: real pieces of small sculpture, a great rarity in Islamic art. Such a work is the handsome camel (Figure i8 ), only eight inches high, bearing on its hump an enclosed baldachin saddle of the type used by Muslim women. The piece, probably made in the second half of the twelfth century, is covered with a glaze that was originally turquoise blue but has turned an even more appealing silvery tone. Attribution of such objects to a particular workshop is very difficult, but they may have been made at Rayy, for the special delight of the nobles of the court.
It was probably in the same city (though substantial proof is lacking) that the art of luster painting was at this time introduced, and developed to new heights of perfection. Three luster-painted pieces in the style associated with Rayy significantly enlarge our still much too small collection of this particularly beautiful and important type of Islamic pottery. The style in its most typical form is represented in two of these, a large ewer (Figure I9) ----------- . . ..........  ............ .... .... ............ ... .. .. .. ....... ..........-.......... .... ........-... . .............. . .... .... .... .. . .. . .. ............ ..... .. (Figure 32 ). It is likely that this is a representation of a harpy, like that of the Seljuk bowl (Figure 14) , but for this period and medium the subject is rather puzzling. Because of its fine state of preservation, high quality of design, and iconographic peculiarity, this piece makes an especially valuable addition to our small group of Sultanabad-district wares. Our two final examples come from the Safavid period of the sixteenth and seventeenth centuries, when Persia was united and pacified under a native dynasty and enjoyed a period of great artistic activity in all fields. Paradoxically, Safavid pottery is rare even by comparison with some of the scarcer types of early pottery.
Our collection of Safavid pieces is in general small, and any addition is therefore of great importance. The first of these acquisitions is a bottle (Figure 36 ) with a slightly molded white ground, its design a lively pattern of hunters amid elaborate foliage, painted in black and blue. The other is a large bowl (Figures 34, 35) with a magnificent floral design, also painted in black and cobalt blue on a white ground and covered with a brilliant translucent glaze. Both probably belong to the earlier part of the seventeenth century, when the cities of Kerman in the southeast and Meshhed in the northeast were the leading ceramic centers of Persia, and both follow the long tradition of blue and white pottery, which had a revival at this time.
Through his ingenuity and inventiveness, his originality and unmatched ability to create constantly new shapes, new techniques, new forms of decoration, the Muslim potter counts among the greatest craftsmen of this most earthy of arts. Just as he was frequently inspired by the pottery of other countries, notably China, he influenced with his work the forms of ceramic making elsewhere. The style of cobalt-blue decoration, for instance, was first developed in Persia and carried from there to the Far East. In fact, it appears that polychrome painted decoration, which was practiced in China only from the thirteenth century on, was initiated by Islamic potters. The impact of Muslim ceramics on the potteries of Europe, Italy and Spain in particular, is well known. Byzantine ceramics are directly derived from Syrian and Persian pottery of the earliest periods, and the potteries of Faenza, Padua, and Gubbio owe an undisputed debt to the art of the Muslim potter. Islamic pottery therefore occupies a central position in the history of ceramic making of modern times.
